Anyone working in the areas of late nineteenth-or early twentiethcentury Spanish prose (or both, as is more often the case), and/or anyone at all interested (as we all must be in this age of "post" theories) in the intersection between philosophy and fiction, will want to own a copy of Roberta Johnson's Crossfire: Philosophy and the Novel in Spain . More importantly, anyone committed to the profession of Hispanism as we move toward the end of this century will want to read Johnson's text cover to cover in order to bear witness to the incontrovertible fact that our profession continues to maintain high standards; that painstaking archival investigation, our academic bread and butter, continues to yield immeasurable intellectual and cultural riches; and that Hispanists, perhaps more than ever, have a great deal to say about literature and its increasingly productive relationship with other disciplines. In short, buy the book and read it.
On to the requisite review. Elegantly written and meticulously researched, Johnson's Crossfire: Philosophy and the Novel in Spain 1900 Spain -1934 proposes to trace the "rapprochement" between fiction and philosophy within Spain during the first three decades of the current century. The choice of 1900 as the starting date corresponds to the emergence of the Generation of 1898, which counts among its illustrious members Unamuno, Baroj a, and Martinez Ruiz, each of whom produced a philosophical novel, or a novel that discursively emphasizes philosophy, in 1902. After an introductory overview, Chapter 1 details the intellectual and aesthetic exchanges, the crossfire of the book's title, among the individual members of These three authors were united with the younger members of their generation through a shared insistence on a philosophy of language, which metamorphosed into the vanguardist philosophical novel during the 1920s and '30s. Salinas's Vispera del gozo, Chacel's Estacion: Ida y vuelta, and James's El profesor inutil, all of which were written for and/or published by Ortega's Nova Novorum series in 1925-26, comprise In the second section, which deals with fictional and philosophical works, Lucey explores "the homophobia of Gide's critics and, indeed, his own homophobia" (17). In a chapter concerned primarily with the apparent homophobia and misogyny of the philosophical dialogue Corydon, Lucey focuses on issues of mimesis and contamination, and asks whether there are ways of reading which avoid reenacting the book's phobic stances.
This call for a resisting reading is echoed in the following chapter, which is wittily titled "Without Delay: Les Faux-Monnayeurs, Lacan, and the Onset of Sexuality." This title is, of course, a dig at the psychiatrist-biographer Jean Delay, whose often rigid and homophobic interpretations Lucey rightly criticizes. But "delay" also refers to deferral, to the indirect "apres coup structures of experience" in which "sexuality always manifests itself" (118). Arguing that sexuality "stages itself in an intervallic space" (116), Lucey centers his reading on scenes of sleep and somnolence, on states of discontinuity and dispossession. This original approach produces some astute and highly nuanced readings of the novel.
In a final section (which is rather less convincing than the first two) Lucey relates sexual subjectivity to the political intentions of the Voyage au Congo and Retour de I 'U.R.S.S. Using Lacanian notions of alienation, Lucey analyzes the constant frustrations of pleasure in Gide's account of his travels in the Congo. He relates this frustration to Gide's inability to escape his own social alienation-both as a gay man and as a privileged European tourist who was simultaneously "witnessing and furthering" certain aspects of the colonial enterprise (179). In a final chapter, Lucey turns to the overtly political Retour de 1 'U.R.S.S. Evoking the "phobic" notion that "an aberrant sexual practice implies an aberrant political one" (185), Lucey suggests that, although Gide was backing off from communism, the "sly" erotic references in this text serve to reassert his homosexuality and affirm its radical potential.
Gide (1982) .
Morris argues that whereas the first three of these novels develop concerns that are continuous with Modiano's previous fictions, the other two represent, at least to some degree, a break with novelistic precedent. With Villa Triste the scene does shift from the annees noires to the war in Algeria; but the focus remains on organizations of secret police, the issue of identity (again mediated through a structure approximating the Familienroman), the destructiveness of time and the nostalgia for lost youth, and the power (as well as the incapacity) of memory to resurrect the past. Livret de famille extends and refines the quasi-autobiographical impulse informing previous works. And with Rue des Boutiques Obscures, probably Modiano's best-known novel outside France, Modiano uses a private detective protagonist/narrator, Guy Roland, to highlight elements of the roman policier that were present but less prominent in his previous works. As an amnesiac, Guy must apply his powers of detection to the problem of reconstructing his own past. To this extent, argues Morris, Guy functions as a stand-in for Modiano himself: "by engaging in research, consulting archives, accumulating documents, interviewing key contacts, and finally using his imagination to paper over any gaps, Guy is able to use the pasts and the memories of other people to construct a past and a memory for himself" (86 (1992) . Quartier perdu, which Morris deems to be one of Modiano's best novels, is told by another narrator/detective whose aim is to clarify the past. Its encyclopedic richness is counterbalanced by the minimalism of the next novel, Dimanches d 'aotit, which features only three main characters and which, like all of Modiano's forays into the roman policier, is really a pastiche of that subgenre. The next two novels investigate a subject that, according to Morris, was too painful for Modiano to write about before the late 1980s. This subject is childhood, and the novels that explore it include characters in search of paternal and maternal substitutes, narrators (in Remise de peine) whose world-view is childishly naive, and a present shot through with a parodoxically absent-but-living past.
The final three novels examined in the study embody, for Morris, "a movement toward an enduring, authorial exorcism" (168). These fictions continue to experiment with inconsistent chronology; fuse different historical periods, geographical locations, and characters; oneirically defamiliarize setting and atmosphere; feature ersatz families and detectives of the fugitive self; and refer metafictionally to other novels in the oeuvre modianesque. Indeed, given the remarkably persistent nature of Modiano's chief concerns, one may get the sense that "just one, long (and as yet unfinished) monograph is actually being written, with each successive publication being part of the magnum opus" (193) Even if it is not applied rigidly, the distinction between the aesthetic and the political, against which Sartiliot inveighs, perhaps allows us to indicate how the Brechtian theater, which includes both text and performance, differs from texts such as Derrida's Glas (Chapter 2) or Joyce's Finnegans wake (Chapter 3). In entitling the chapter on Brecht (Chapter 4) "In Praise of Plagiarism," Sartiliot justifiably draws attention to modernist and postmodernist texts' deliberate-and, in the case of Brecht, intentionally provocative-break with a literary tradition that treasured the "original" at the expense of the supposedly "derivative" and assigned to quotation the function of providing the "ground for . . . a contest [be- tween the original and the derivative] to be performed" (4). True, by employing devices such as the famous Verfremdungseffekt (variously translated as "alienation effect" or "estrangement effect") and Literarisierung des Theaters (literarizing of the theater), Brecht may be said to engage in the same activity as Derrida, that is, the attempt "to change our conception of the world" (120). But the assertion that both Brecht and Derrida "stop at the level of critique" (120) ignores the activist element in Brecht's theater, a theater that includes language as its "subject" (128) In short, it is highly doubtful whether Brecht shared Derrida's premise of logocentrism and whether he can be productively subjected to a Derridean reading. Such a reading yields far more convincing results when applied to the texts by Derrida himself and Joyce. (Presumably, the present book originated as a dissertation under the direction of Derrida.) For instance, Sartiliot considers Finnegans wake "an extreme example" of the Derridean notion "according to which interpretation (reading and writing as a complementary process) is an endless process of dissemination" (81). Above all, Sartiliot's substantial introductory chapter, dealing with the fundamentally novel uses and functions of quotations in modernist and postmodernist texts, is cogently argued and clearly presented.
A bibliography and an index-albeit non-inclusive (important terms such as logocentrism and phallogocentrism are missing)-add to the user-friendly features of the book. Citations-of the academic varietyare given both in the original language and in English translation. Regrettably, there is a considerable number of errata in the German, errata that occasionally undermine the validity of the specific reading proffered (e.g., Buchmann=Biichmann [24], Ecke1=Ekel [49] ).
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